The relation between media technology and art in the 19 th century has often been seen as antithetical. As an alleged "pure" poet opposed to the mechanical arts and progress, Charles Baudelaire (1821-1867) has been used as a key example of a reactionary attitude to technology. He has embodied the hostility towards photography, newspapers, and capitalist forces that was widespread among here is the experiment on the notion of identity that was carried out with the spread of portrait photography: the notation of a unique identity was undermined, processes of multiplication were explored, and the poetic discourse of the "soul" was radically changed.
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It matters how we conceive of these relations today, in an age of advanced media technology and ubiquitous mediation. At stake is the relation between art and technology, between tradition and progress, and not the least the role of the poet in periods of cultural transformation and media change. Looking back at 19 th century, we see rise of capitalism and the beginning of the media age that we live in today, and if we do not capture the complexities of this period, we may miss the chance to relate it to our own situation. If we do not understand the early and indeed slow age of reproduction, how can we understand the accelerated media society we live in today?
Thus, we should return once more to Paris in the mid-19 th century, to the time when the city was transformed into a modern capital. As is well known, Baron Haussmann's urban planning gave the city a new structure that allowing for the free circulation of traffic, people and commodities. Crucial to this hypothesis is the fact that Baudelaire's aesthetic investigations include a large number of arts and media, both from the traditional arts and from popular culture. As a poet and an art critic, he reflected upon painting, sculpture, poetry, the theatre, the pantomime, caricature, and drawing (and this is of course not an exhaustive list). His aesthetics could thus be seen as intermedial at its core, and his interest in 19 th -century media may be considered a prolongation of his interest in the traditional arts. It is also important that Baudelaire was committed to the "art of transposition" and frequently sought to emulate other artists in the medium of writ-
ing. Yet, he repeatedly observed the shortcomings of writing when it comes to capturing the aesthetics of another medium: " Set down with the pen, the whole thing seems pale and chill" 2 ; "It is difficult in all conscience for the pen to translate this" 3 ; " Furthermore, in 1859, the term "daguerreotype" had become a loaded word in the quarrel between the idealist and realist camps.
The poet Champfleury belonged to the realist camp and asserted that paintings should be "daguerreotypes" of everyday life. The idealist camp, on the other hand, accused the realist painters (and writers) of being mere "daguerreotypeurs," that is, imitators -and even machines. In his manifest on realism, Le Réalisme (1857),
Champfleury observed that this kind of "insult" was in vogue. 14 It was published the same year as The Flowers of Evil, which was accused of -and put to trial for -vulgar realism.
It is within this context -the quarrels about art and technology, about tradition and modernity -that Baudelaire's attack on photography should be situated. When he was commissioned to give a review of the annual art exhibition, he launched an attack against an industry that recently had started to endanger the domain of art. His point of departure was the art of painting, and his concern was the decline in the public's sensitivity to imaginative art. As is well known, Baudelaire praised the imagination; he was committed to Romantic painting and admired the lively colors of Delacroix.
By comparison, photography was merely a mechanical art reproducing its objects identically. Baudelaire therefore described it as a new industry that had no artistic potential. 15 It is significant that Baudelaire specifically targets the public in his heading "The modern public and photography"; He takes issue not merely with photographic technology, but with the way the public responded to it. His regret was that the public seemed no longer able to appreciate true and beautiful art, but preferred petty, vulgar images. Thus, Baudelaire's aesthetic preferences differed considerably from those of the masses: Where he saw images as an inspiration for the imagination, the public was more fascinated with their verisimilitude, and the technique of photography obviously catered to this particular preference. Against this uncritical attitude, 
HAVING ONE'S PICTURE TAKEN: PHOTOGRAPHY AND DEATH
There is one poem that is particularly interesting with respect to The practical sides of photographic technology were well known to Baudelaire through his friendship and acquaintance with several photographers. He was photographed several times by Nadar in his studio (six of these portraits are known to us today), and he also posed for Etienne Carjat and Charles Neyt. Especially important was his friendship with Nadar, even if it was marked by their different views on progress and technology. Indeed, Nadar was on the side of progress, he experimented with photographic techniques (the use of magnesium and electrical lightning) and later became a passionate aéronaute. 17 At the time, posing for the camera was a new experience, and having one's photograph taken was connected with death and the danger of losing one's soul. Nadar reported that the novelist Honoré de Balzac firmly believed that being photographed removed a layer of his "essential substance," as did also Gérard de
Nerval and Theophile Gautier. 18 Champfleury gave a literal interpretation of this esoteric idea in a story entitled, "The Legend "The more the fatal glass was drained of sand / the more I suffered, and I savoured it." Further, the first tercet compares the event to a theatrical play: "I was a child, eager to see a play, / Hating the curtain standing in the way". Indeed, the staged character of the photo session and the cloth covering the camera and the upper body of the photographer may have given associations to a theatrical play. Finally, the second tercet describes the moment of truth (referred to as "chilling verity") that strikes as the dreaded light appears. This is the moment associated with death, but is suddenly over and the speaker finds that his expectations weren't altogether fulfilled: "Yes, I was dead, and in the dreadful dawn [la terri- Yet in retrospect, it seems clear that "nothing much" is actually quite a lot. What Baudelaire succeeds in capturing in this poem is a new and uncanny experience: the unsettling waiting in front of the camera, which creates a specific attention and self-awareness in the subject. It involves a strange passivity that recalls the situation of the spectator before a play. Still, this is not at all about seeing, but about being seen, and being seen is an event that appears to be inconsequential, but involves processes of subjectivation. The experience of being seen by an apparatus is especially disturbing, because, as Benjamin has stressed, the camera does not return one's gaze.
At the critical moment, one's gaze is in fact blinded by the flashing light. In Baudelaire's poem, the speaker is enveloped by light, which implies that his sense of a distinct self is momentarily erased.
We may thus see Baudelaire's poem as describing a new and uncanny experience: being photographed is here staged as an experiment on subjectivity; being photographed is staged as an experience of momentary death.
Baudelaire thus exploits the popular ideas about having one's photograph taken, romanticizes them considerably and combines them with a flash-like aesthetics and temporality. The search and expectation for truth, which is typically associated with a lifetime of strivings, is here condensed into a short interval and compared with the expectation of a theatre spectator. Yet the illuminating moment appears to bring only light, and no truth. Having one's photograph taken thus proves to be an utterly profane experience; it is an illumination without truth, quivering for a moment between the sublime and the banal, leaving the sitter puzzled.
VISITING CARDS, MULTIPLICATION AND IDENTITY

Baudelaire's attack on photographic technology in Salon de 1859
had referred to Daguerre as the "messiah of the crowd," but in 1859
the expensive technique of the daguerreotype (based on costly individual prints on silver plates) was already outdated and a new format had triumphed: the carte-de-visite, or the visiting card.
According to the Encyclopedia of Nineteenth-Century Photography,
"a rage for cards" caught on in France in 1858 and the carte-de-visite became "the latest social fashion": Baudelaire was of course familiar with the phenomenon; one of the photographs of him taken by Nadar -from a sitting in 1862 -was a carte-de-visite. 23 Thus, Baudelaire may well have had this fashion in mind when he complained about the vain crowd's taste for images.
The carte-de-visite was patented in 1854 by André AdolpheEugène Disderi, and the key to this success was his technique: it allowed eight images to be exposed on one plate and thus reduced the cost considerably:
The carte-de-visite was one of the most popular photographic formats of the nineteenth century. It consisted of small portrait photograph, around 9 cm by 6 cm, pasted onto a slightly larger piece of card. Cartes-de-visites derived their name from the fact that their size gave them the appearance of a visiting card, a purpose for which it was rarely, if ever, used. The advent of the carte-de-visite in the late 1850s was keyed into photography becoming a public and a commercial media. 24 In the carte-de-visite, photography had found a standardized format, a size and a weight that made it easy to circulate, and a price that made it accessible to almost anyone. The prose poem is about a game with the devil in which the poetic subject plays and loses his soul. As with many of Baudelaire's other prose poems, it begins on the street, where the speaker of the poem suddenly encounters the devil. He follows him to splendid subterranean residence, where he is engaged in a devilish game, presumably a card game. The stake is nothing less than his soul, and as we may expect, the devil wins the game. However, the speaker does not seem to mind the loss of his soul and he claims that losing his soul amounts to the same as losing his visiting card on the street: "The soul is so impalpable, so often useless, and sometimes such a nuisance, that I felt no more emotion on losing it than if, on a stroll, I had mislaid my visiting card." 26 In this comment, we first notice that the soul is a dispensable object for the speaker. By comparing it to a visiting card, he aligns it with a fixed identity, and an identity that is extrinsic rather than intrinsic. In this manner, Baudelaire could be seen as emptying out the subject, depriving his protagonist both of his inner spirituality (a soul) and a (socially) fixed identity (a visiting card), and claiming that these two amount to the same (worthless) thing. Also in play here is the ambiguous logic of the visiting card; although the visiting card is, in theory, a device for arresting identity and, as it were, capturing the soul (or an identity) in an image, it paradoxically also embodies the capacity of the soul (or an identity) to visit, travel, and circulate, and thus to escape arrest. The very point of visiting cards is to produce a large number of copies and disperse them widely. However, with the spread of copies, the idea of an original is weakened, and in the prose poem, the original actually proves to be dispensable. Why bother with the mysteries of the soul, when your identity can easily be reproduced -and put into circulationby means of visiting cards?
What Baudelaire describes in this prose poem is thus a mysterious "traffic in souls." 27 First, there is the devil trading in souls, second, there is the producer of visiting cards trading in images, and third, there is the speaker of the poem, taking leave of his soul, just as he would have taken leave of his visiting card, allowing it to travel, visit and escape arrest. We may thus ask if the speaker of the poem is here playing a game of identities, whereas the old fashioned devil is merely playing for a soul. It may indeed seem as if the poor devil is hopelessly committed to the original, whereas the speaker -having entered the era of technological reproducibilityhas managed to escape his grasp. 28 A process of multiplication also takes place in the sonnet "The seven old men" ("Les sept vieillards"), and once more, the scene is the streets of Paris. The poem was published in the second version of The Flowers of Evil, in the section entitled "Parisian scenes."
This time the dissolution of identity does not concern the speaker of the poem; it concerns a man who suddenly appears before him. As if by magic, he is multiplied into seven men. The poem, which consists of 21 strophes, begins by hailing Paris as a "city full of dreams" and by describing the Parisian streets in terms of the theater (using words such as "simulate" and "stage-set"). 29 Then the event is narrated as a haunting vision: A poor old man suddenly appears before the speaker, and then his double, and successively seven identical, old men appear out of nowhere:
Then an old man whose yellow rags
Were imitations of the rainy sky Using a framework that differs slightly from Benjamin's, but is also deeply indebted to it, I wish to bring attention to the way Hansen has showed, the term Spiel was central to Benjamin's cinema aesthetics, but it also played a significant role in his aesthetics generally. 33 The new possibilities opened up in the era of technological reproducibility entail that artworks are no longer treated as icons and fetishes, but instead lend themselves to free play. With
Benjamin's perspectives on film in mind, we may thus assert that the age of technical reproduction actually increases the scope of play in art.
This is also a topic that has been addressed by Agamben, who asserts that the workings of the dispositives may be countered by profanation and play. However, for Agamben the advanced stage of capitalism we live in today represents a serious challenge. As he sees it, capitalist society has captured the dispositives (notably language and images) and withdrawn them from "free use." Just as religion confines certain things and practices in a holy sphere that is inaccessible to humans, capitalism lays claim to certain things and practices, captures them within a certain logic and, in this manner, precludes their free use. In this sense, capitalism could be described as a "massive accumulation and proliferation" of dispositives. 34 What is required in this situation, Agamben argues, is a recuperation of the dispositives through a process of profanation. It is in this context that he discusses the potential of play, seeing it as an organ of profanation. Yet, Agamben contends that capitalism today has made profanation a difficult enterprise because it has extended its reach to include all spheres of society and captured all the means of profanation -without remainder.
Play as an organ of profanation is in decline everywhere. 
